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I would like to talk today about my current project, First Kicks: translating early sources on the Cancan, which is still in progress. Therefore, I will not be focusing on conclusions, but on the issues we are currently working through. The project has involved collaborating with a translator, Dr. Anna Davies, to identify and translate from French the English the earliest sources on the cancan. The aim is not necessarily to produce a performative reconstruction of the cancan, as the timescale and resources of the project are rather short, although this could be the aim of a later phase of the project. Rather, it focuses on translating and analysing primary sources to begin to build a picture of the early cancan.
The geographical focus of the project is Paris, and the period we are looking at is the late 1820s – the end of Bourbon Restoration, just before the Revolution of 1830. At this time, dances that would eventually be grouped under the name of the cancan emerged through the movement of dancers and dance forms between various locations in the city. The first of these locations is the guinguettes – numerous working-class, open-air dance venues on the outskirts of Paris. Here, working-class dancers, both male and female, began to flout the rules laid down by the dancing masters on how to perform respectable couple dances, such as the quadrille. Instead they introduced improvisations, based on a range of cross-cultural dance influences that they encountered through their participation in Parisian popular culture. For example, the popular theatres on the Boulevard du Temple presented melodramas which transported the mixed class audience through historical and exotic spectacles, including dances such as the chica from Saint-Domingue, which conjured images of the Haitian Revolution. Other dance practices, such as the Spanish fandango, were performed at the Paris Opéra, but also at popular theatres such as the Théâtre de la Porte-Saint-Martin. At the guinguettes, the working-class dancers drew on these influences as they experimented with the set choreographies they had inherited from the bourgeoisie. Various names were used to describe these improvisations, as I will discuss later, but for the purposes of this presentation, I will generally refer to them as the cancan. Trying to build a picture of the cancan improvisations that emerged from the interaction of these contexts has raised a number of issues that are relevant to our discussion of dance reconstruction.
The first of these issues is the lack of imagery and movement description of the cancan in the late 1820s and 1830s. There seem to be a number of reasons for this. One may be that cancan dancers were flirting with the law, and therefore kept their practice hidden from view. Certain types of cancan improvisation were deemed ‘indecent’, and therefore contravened Article 330 of the Penal Code which covered offences against Public Decency. Policemen patrolled the guinguettes looking for ‘indecent’ dancing, although the definition of ‘indecent’ is not articulated, either in the Penal Code or in the policeman’s guide of 1831. Therefore, performances of the cancan were fleeting, dodging the gaze of the authorities, and resistant to capture in image or text. Indeed, Georges Matoré, a lexicographer who wrote about the cancan in the mid-nineteenth century, noted that even the word ‘cancan’ was regarded as indecent. Although one of the earliest convictions for dancing the cancan was in 1826 (Barlet, 1831), the earliest definite image of the cancan I’ve found so far is from 1841, contained in Louis Huart’s Physiologie de l’étudiant. This shows a student dancing with a working-class girl, a common practice at the working-class dance halls, which attracted students whose republican or Saint-Simonian politics led them to engage in working-class culture. However, the dancers whose cancan exploits are recorded in its earliest period are the working class men and women who were arrested for it, and this suggests another reason for the lack of sources.
In France in 1831 only 53% of men and 40% of women were literate (Chu, 1994, p. 169), and these men and women were predominantly in the middle and upper classes. Although the literacy of the French working class was increasing, as shown by the writings of worker-poets and worker-autobiographers of the period, the majority of the working class performers of the cancan would have been illiterate. Therefore, for writings on the early cancan we have to look to representations of the dance by others. One useful source here are the numerous legal newspapers of the time that recorded the proceedings of court cases of interest to the public. There are numerous accounts of trials of men and women accused of indecent dancing. However, these accounts contain several complex layers of interpretation. Firstly, the evidence brought against the defendant often takes the form of the policeman’s imitation of their dancing. This became a regular occurrence at cancan trials of both working-class and student cancan dancers, and Huart included an illustration of it in his Physiologie de l’étudiant. The movement descriptions in the newspaper accounts therefore consist of the journalist’s attempt to describe the policeman’s imitation of the defendant’s dancing. These representations of representations clearly complicate the attempt to decipher the movement, but there are nevertheless some useful, if rather brief, descriptions, such as: “He takes a step back, stands before the clerk of the court, and adopting a dancing position moves forward, swaying his torso upon his hips” (Anon., 1829, p. 3). This was enough, in this case, to earn the defendant three months in prison. The translation of the trial accounts raises another issue: the complex and fluid system of naming related dance practices in Paris at this time.
Social dance historians often encounter the problem of inconsistency in naming of dances, particularly in moments of transition from one nomenclature to another. This problem is exacerbated in the case of the cancan, whose mere name is regarded as indecent. The cancan improvisations were therefore sometimes referred to using the names of their predecessors, the quadrille or contredanse, sometimes identified as a French version of one of their influences, such as the fandango or cachucha, sometimes subsumed under the term used for a particular variation, such as the Robert-Macaire or the Saint-Simonienne, sometimes called the cancan, a word meaning ‘gossip’ or ‘pamphlet’, and sometimes, if the speaker wanted to emphasise the indecency and working class origins of the dance, the word chahut, meaning uproar, was used. These last two terms were, indeed, the source of much debate in the early trials of indecent dancers. Although the policeman’s guide of 1831 identified both the cancan and the chahut as indecent dances, the magistrates distinguished between the acceptable cancan and the indecent chahut. The trials, therefore, focused on ascertaining whether the defendant was dancing the cancan or the chahut. The problem of distinguishing movement that the magistrates faced is precisely the problem faced by the dance historian. In an improvised dance practice such as this, the cancan can at any moment shift into the chahut, and back again, all in the blink of a policeman’s eye. How does a dance historian, or a policeman, reconstruct a dance that shifted with the time of day, the composition of the crowd, and the melodrama that happened to be playing on the Boulevard du Temple that evening?
I have attempted to deal with the challenge of researching improvised dancing by focusing on the repertoire of movements from which the dancers drew in their improvisations. This repertoire is still in the process of construction, but involves dances such as the chica, fandango, cachucha, tarantella and saltarello. The early cancan dancers would not have been taught these movements, but observed them, remembered fragments, selected, merged and embodied them, recombining the elements in response to shifting circumstances. While the exact movements performed may be impossible to recapture, we can attempt to reconstruct the daily encounters with dance practices of other classes and nations, through social dancing, reading and theatre going, which encouraged working-class dancers to experiment with the ways their bodies could move. This is not the reconstruction of a dance, but the reconstruction of a dance landscape, shaped by shifting class politics, the policing of dancing bodies, and a growing popular culture fed by a hunger for the exotic. This landscape created the conditions for the emergence of a dance form whose elusive origins seem to compel the subsequent generations to a perpetual cycle of remembrance, revival and reconstruction, that leads to my attempt to reconstruct the dance 120 years later.
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